and the Requiem its second. As a result of this common origin there are distinct relationships between the Requiem and the piano concerto, relationships which bear on the previously unidentified third movement of the Ur-sonata, as well as on Brahms's inability to finish the fourth movement of the symphony. II Brahms's two-piano sonata underwent two metamorphoses in less than a year. Working quickly in what was certainly an emotionally charged atmosphere, Brahms prepared three movements within nine days of Schumann's attempted suicide (27 February 1854). Julius Otto Grimm praised the new work highly to Joachim on 9 March, just five days after Schumann left Diisseldorf for the asylum at Endenich.10 By the end of July the sonata had become a symphony, and Brahms conferred with Grimm and Joachim over problems of orchestrating the first movement. After Joachim wrote back (5 September) to compliment this movement and to express his interest in seeing the next two, Brahms's only response was a chiding "As usual you've looked at my symphony movement with rosecolored glasses," and a vow to improve the movement." Up to this point Joachim appears to have seen only the first movement. Brahms then stagnated, for the next notice of the work is a perfunctory reference several months later in a letter to Schumann (30 January 1855): "By the way, I spent all of last summer trying to write a symphony; the first movement was even orchestrated, and the second and third composed. (In D minor 6 slow)."12 Little more than a week elapsed before the second transformation. As Brahms announced in a letter to Clara, during the night of 7 February he had a dream: "I had changed my unfortunate symphony into a piano concerto and played it. [I played] the first movement and scherzo and a finale, exceedingly difficult and long. I was completely enraptured."'3 There is no further mention of the symphony or concerto after this vision until April 1856, when Brahms once again turned to Joachim for advice on the first movement, now of the piano concerto.
The letters solidly establish Joachim's familiarity with the first movement. When he speaks of the origins of the first movement of the concerto in the earlier sonata-symphony, he speaks with authority. But the letters also indicate no such exposure to the other movements until they were in concerto form. Albert Dietrich, the lone source of information for the second movement, indicates that he recognized the second movement of the Requiem as the "slow scherzo in the tempo of a sarabande" from the sonata for two pianos Brahms had written under the influence of the Schumann tragedy.'4 Even though he had played through the first three movements with Clara, neither Dietrich nor anyone else could identify a later arrangement of the third movement.
Only after Schumann's death (29 July 1856) did Brahms make rapid progress toward completion. December brought a flurry of activity. After Joachim sent Brahms his critique of the first movement early in the month, Brahms reciprocated by mailing Joachim the finale in midmonth and the Adagio in early January, along with a freshly revised first movement. The Adagio was new, evidently replacing the original scherzo once the outer movements had taken shape. Clara had already noted the completion of the first movement in her diary on 18 October: "Johannes has finished his concerto movement. We have played it several times on two pianos."'5 Only after Christmas did Brahms write Clara (30 December) of the new slow movement: "I am painting a gentle portrait of you which will then be the Adagio."16 Although written months after Schumann's death and nearly three years after the suicide attempt, Brahms's "gentle portrait" nevertheless provides the surest means of identifying the extra-musical allusions in the 1854 sonata-symphony. In the autograph of the concerto this Adagio bears the famous citation from the Mass, "Benedictus, qui venit, in nomine Domini!"'7 Kalbeck made the association between Dominus and Schumann, recalling the custom of Brahms, Joachim, and other intimates, of addressing Schumann as "Mynheer Domine. " Example 9 lOa) or is brought in on the cadential resolution of the previous phrase. Also, the phrases leading to the varied repeat of the opening A section both feature a hemiola and the same chromatic cadential pattern (ex. 10), a V of V chord in which the leading tone resolves downward to become the seventh of V7. At the return of the A section, the previously homophonic accompaniment is subdivided, into triplet sixteenths in the Schumann, staccato eighths in the Brahms.
The text and dramatic import of "Schlaf' nun und ruhe" provided Brahms with an image of a loving and faithful wife comparable to the one he was later to describe in the 3 finale of Fidelio. In part II of the oratorio, the fallen spirit Peri seeks a gift with which to win her reentry into Paradise. Having already failed in part I with her offering of the last drop of a hero's blood, Peri's next gift was the final gasp of a woman who sacrificed her own life to be with her dying hus- A discussion of the third movement of the sonata-symphony demands a different procedure, because none of those who had played it in the two-piano version ever described any of its features. In order to formulate a hypothesis about what this movement was like, I will therefore assume: (1) that because Brahms's early compositions contain apparently conscious motivic and thematic interrelations, knowledge of the first two movements of the 1854 work should assist in identifying material from its third movement; and (2) that if the Maestoso, Adagio, and scherzo contain extra-musical allusions to Schumann's compositions, then the missing third and unfinished fourth movements would have had them also.
We know of two of the three movements Brahms composed to follow the scherzo, namely the third movements of the piano concerto and the Requiem. Although these movements were evidently written eleven years apart- 
